JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org.
I have indicated a preference for the opinion that the 'poems of the Epic Cycle' had themselves undergone some process of mutilation to fit them for their place in the poetical chronicle. But for the purpose of the inquiry now before us it is immaterial how this question is decided. It will be enough if we bear in mind that the portion of narrative assigned to each poem in the abstract of Proclus does not always represent the plan and argument of the original work; consequently that the continuous and consistent narrative of the abstract is not due to the ancient 'Cyclic' poets themselves. And with this notion of a strict chronological sequence in the matter of the original poems, we must dismiss from our minds the unfavourable view which it implies of their merit as works of art. It cannot be too clearly understood that the scriptor cyclicus of Horace has nothing to do with the ancient epic poets now in question. THE CYPRIA. fragments add something to our knowledge of the details of the poem, and they serve (with the important exception of the passage of Herodotus mentioned above) to confirm the outline given by Proclus. Thus the opening lines (fr. 1 Kinkel) describe the 'counsel of Zeus' for the relief of the too populous earth tion to the Iliad, like the Ante-homerica of the later epic poets. It may be doubted, however, whether this extreme subservience to Homer can be attributed to the original poet. He begins his work, as we have seen, with a 'purpose of Zeus' to bring about the war-0'Opa Kevc'o-etLv Oavar) Bapoc*, ol0 ' &I' Tpoil ijpcov iret'voVTo, ALtO S' TeXeIero 8ovXX4.
Here there is a no less evident echo of the words of the Iliad, but with the effect of putting a different meaning upon them. The question therefore arises-is it likely that the author of the Cypria would twice make use of the notion of a purpose of Zeus, in both cases clearly pointing to the 3ovX?1 AiL6 of the Iliad, but involving two entirely different interpretations of that phrase? If not, we must suppose that the 3ovXl Atio' placed at the end of the Cypria by Proclus does not belong to the original poem, but was introduced (like the expedition to Sidon) for the sake of agreement with Homer.
Of the plan and structure of the Cypria we learn something from the Poetics of Aristotle, where it is given as an example of the poems that have 'one hero, one time, and one action, consisting of many parts' (vrepl gva" cat' 7rep ~ teva Xpdvov Kxa/ lav rpra^tv woXvUtepi). The hero is evidently Paris; the main action is the carrying away of Helen ('EVX'vP, apwrayrj). The 'one time' is more difficult to understand, in a poem which begins with the marriage of Peleus and Thetis, and comes down to a late period in the Trojan war. Possibly the time was shortened by the device of introducing the earlier part of the story in the form of an episode (as in the Odyssey), but of this there is no trace in our authorities. A further element of unity, however is furnished by the agency of Aphrodite, which has very much the same prevailing influence over the course of events in the Cypria that the agency of Athene has in the Odyssey. This may be seen even in minor incidents, such as the visit of Achilles to Helen, and in the prominence given to Aeneas. The hero, accordingly, is the favourite of Aphrodite, just as the hero of the Odyssey is the favourite of Athene. We may gather, therefore, that the poem was characterised by a distinct cthos, or vein of moral feeling. On the other hand, it is proved by the testimony of Aristotle that the Cypria had much less unity of plan than the Iliad and Odyssey. It was not indeed one of the poems in which all the adventures of a hero are strung together, as in the later Yheseids and Heracleids of which Aristotle speaks in another place (Poet. c. 8). But the several parts of the action had an independent interest and artistic value, such as we do not find in the Homeric poems: they were not so completely subordi,:ated to the main action as to be lost in it. In support of this criticism Aristotle points to the fact (noticed in the previous article, see vol. iv. p. 317) that the story of the Cypria yielded a great many subjects for tragedies, whereas the Iliad and Odyssey did not lend themselves readily to this mode of treatment. Other reasons may have contributed to this result; it may be urged, for instance, that the battles and debates of Homer were beyond the resources of Greek stage machinery, and that most of the adventures of Ulysses are without interest of a tragic kind. But this need not affect the coaclusion which Aristotle wishes to enforce, viz. the difference, in respect of unity of structure, between the Cypria and the Homeric poems. On such a matter his judgment can hardly be disputed. Moreover, it is confirmed by the argument of Proclus, and the fragments. The events which we there find in outline cover a. space of several years, and are enacted in many places-the scene changing from Thessaly to Mt. Ida and Troy, then to Sparta, and back to Troy; then to Messenia, then over Greece and so to the meeting-place at Aulis; then to Mysia, Scyros, Argos, Aulis again, and so once more to the Troad. As regards the external unities of space and time, it is clear that the Cypria was formed on a different model from either of the Homeric poems.
Turning from the plan and structure of the Cypria to consider the details, we find in the first place, that there is clear evidence that the poem was composed with direct reference to the Iliad, to which it was to serve as an introduction. Thus the account of the BovX? At6i at the outset (fr. 1), as has been observed, is evidently founded upon the Homeric Adtv S' d7reXeiETro /ovX' (I. 1. 5), to which it gives a meaning which was certainly not intended by the poet. The story that when Thebe was taken by the Greeks Chrysels had come thither for a sacrifice to Artemis (fr. 16) is clearly a device to reconcile an apparent contradiction in the first book of the liad.
So the taking of Lyrnessus and Pedasus (fr. 15) is suggested by 11. 2. 690., 20. 92; the giving of a spear to Peleus at his marriage (fr. 2) by R. 16. 140; the embassy to Troy by 11. 3. 205; the portents seen at Aulis by I1. 2. 301 ff. We might add the slaying of Protesilaus (fr. 14), the landing of Achilles in Scyros, and birth of Neoptolemus (fr. 11), and the incident of Philoctetes; but in these cases it is possible that the story was part of a legend which survived independently of Homer. The catalogue of the Trojan allies, however, must have been intended to supplement the list given in 11. 2. 816 ff., which is so much briefer than the catalogue of the Greek army. Such an enlarged roll would be the natural fruit of increased acquaintance with the non-Hellenic races of Asia Minor.
On the other hand, it is no less apparent that a large proportion of the incidents of the Cypria belong to groups of legend unknown to Homer.
1. The train of events with which the poem opens-the purpose of depopulating the earth, the Apple of Discord, &c.-seems to be a post-Homeric creation. The only incident in the series to which there is an allusion in Homer is the Judgment of Paris, of whom it is said in II. 24. 29, 30-80 ve1eeaYe Oeio "
OT'e ole opeo-avXov "cKOVTO, but was carried off by Artemis to be the priestess of her Taurian altar, and as such to be immortal. This form of the story is necessarily later than the Greek settlements on the northern coasts of the Euxine; possibly, however, it was not in the original text of the poem.
5. Cycnus, the 'Swan-hero,' son of Poseidon, is a nonHomeric figure. In later accounts he is invulnerable, and can only be despatched by being forced to leap into the sea. According to another version he is changed into a swan, like the Schwan-ritter of German legend. As the argument of Proclus merely says that he was killed by Achilles, we cannot tell how much of this marvellous character belongs to him in the Cypria. In any case he is a being of a fantastic kind, such as we might meet with in the adventures of Ulysses, but certainly not among the warriors who fought in the battles of the Iliad.
6. Palarnedes is an important addition to the Homeric group of dramatis personae. In the Cypria he detects the feigned madness of Ulysses (Procl.), and is drowned while fishing by Ulysses and Diomede (fr. 18). In later writers he appears as a hero of a new type, one of those who have benefited mankind by their inventions; and his fate thus acquires something of the interest of a martyrdom. As the enemy of Ulysses he represents the higher kind of intelligence, in contrast to mere selfish cunning; he is sullertior isto, sed sibi inutilior, in the words which Ovid puts into the mouth of Ajax (Metam. 13. 37). It is impossible to say how far this view of the character of Palamedes was brought out in the ancient epic poem. The story of his death certainly assumed a much more highly-wrought and pathetic form, familiar to us from the reference to him in Virgil ( Enk. 2. 81 ff.)--quem falsa sub proditione Pelasgi Insontem, infando indicio, quia bella vetabat, Demisere neci; nunc cassum lumine lugent.
But the germ of all this, the contrast between the wisdom of Palamedes and the wisdom of Ulysses, with the consequent lowering of the character of Ulysses, is fairly to be traced to the Cypria. We must feel at least that the murder of Palamedes by Ulysses and Diomede would be as impossible in Homer as it is in harmony with some later representations. in printed books the heading of a chapter used to be placed at the foot of the preceding page. Such catchwords imply of course that the poems were read in a recognised order. The habit of inserting them may have begun in the Alexandrine age, when the chief works in each branch of literature were collected and arranged in a 'canon' or accepted list. After the formula had been confused with the text of the author, it was an easy further step to leave out the latter part of it, as being wholly irrelevant to the subject of the poem.
In passing from the Cypria to the Aethiopis we are struck at once with the greater simplicity and unity of the poem. The action falls within nearly the same limits of space and time as that of the Iliad. There are two days of battle, separated by an interval which need not be supposed to be a long one. The second battle is quickly followed by the funeral games, with which the concluding events are immediately connected. The hero of the poem is Achilles; the main event is his death, and to this the rest of the action, as far as we can judge, is kept in due subordination. In these points we have to recognise not so much borrowing as imitation, that is to say, a close adherence to the motifs and artistic forms of the liad.
It has been already pointed out that the plan of the Aethiopis is essentially Homeric in type, and this observation may now be extended to the characters and incidents. The ancient tradition that Arctinus was a I It will be remembered here that the twenty-fourth book of the Odyssey is very commonly thought to be later than the bulk of the poem. But the discrepancy noticed in the text (with regard to the body of Achilles) seems to show that it is at least older than the Aethiopis. occupied the coasts of the Euxine in the early prosperous times of lonia; it is therefore no accidental coincidence that a poet of Miletus should be the earliest witness of the fact. It has been doubted, indeed, whether the Leuce of the poet is the real island afterwards so called. According to the received chronology the period of Milesian colonisation is rather later than Arctinus. The original Leuce may have been purely mythical, the 'island of Light,' like the Elysian plain in the Odyssey. The name would naturally be attached in course of time to a real place, especially a place in the centre of a region over which the worship of the new hero extended. If we accept this view, which however is only necessary on the assumption that Arctinus is of the eighth century B.C., and therefore anterior to the Milesian settlements, the evidence of the Aethiopis is transferred to Miletus itself. The mention of Leuce will then serve at least to connect the Aethiopis with the time when the Ionian trading cities, of which Miletus was chief, had begun to adopt the new religious practices that grew up, after the Homeric age, in honour of the national heroes.
4. The immortality granted to Memnon is a further exemplification of the new ideas. It is true that two similar instances are found in our text of the Odyssey, viz., the immortality of Menelaus in the Elysian plain (Od. 4. 563), and the apotheosis of Heracles (Od. 11. 601). The latter however is almost certainly spurious, since it is inconsistent with all that is said of Heracles elsewhere in Homer. The passage about Menelaus may also be an interpolation; in any case it stands alone, and the Iliad (as we see especially from the case of Sarpedon) shows no trace of the notion.
5. Another incident of a post-Homeric kind is the purification of Achilles from the guilt of homicide, after sacrifice to Apollo, Artemis, and Leto. There are references in Homer to compensation paid to the relatives of the slain man, but never to any purification by means of ritual, nor is Apollo ever represented as deliverer from guilt (KaipaltoV), which afterwards became one of his most prominent characters. The whole idea of pollution as a consequence of wrong-doing is foreign to Homer.
It seems to follow from these considerations that the Aethiopis of Arctinus, like the Cypria, was a. work of considerably later H. S.-VOL. V. C date than the Iliad. As to its relation to the Odyssey the evidence is (in the nature of the case) too scanty to justify a definite conclusion; and while it is apparent that the Aethiopis was materially different from the Cypria in point of artistic structure, and probably in style and spirit, we cannot but see on the one hand that it was influenced in the same degree by the example and authority of Homer, on the other hand that it showed equally decisive traces of change and progress, both in external circumstances and in moral and religious ideas. (9) The Sinon-doubtless founded on the same story as is given in the argument of the Iliupersis, and with full detail in the AXneid.
(10) The Troades, in all probability the extant play of the name, which turns upon events that immediately followed the capture.
It is worthy of notice that the two last plays are out of their chronological order, since they turn upon subordinate incidents belonging to the subject of the seventh, the Sack of Troy. This is not the only indication that they stand on a different footing from the rest-that they are of the nature of an afterthought. Aristotle begins by saying that there were 'more than eight' plays taken from the Little Iliad. We may gather that he had eight in his mind that were clearly taken from the poem, besides others that had been more or less altered in the process of fitting them for the stage. Such, then, were the multifarious events and personages of which the story of the Little Iliad was composed. For the plan of the poem and the degree of artistic unity which it possessed we must recur to the piece of Aristotelian criticism already quoted in reference to the Cypria. The Little Iliad, like the Cypria, is said by Aristotle-to be about one person (rep' eva), one time, and one action consisting of many parts (replt i Lav rpi&trv ro-Xvpepi^). The 'one action' is evidently the taking of Troy. The 'parts' of which it consists are the subordinate events, such as the arrival of Neoptolemus, the healing and return of Philoctetes, the theft of the Palladiurhi. Each of these parts is necessary to the main action, but is also a story with an interest of its own, capable of furnishing the subject of an independent work; whereas in Homer the different episodes have not this independent character; their interest lies in their relation to the whole, and is lost when they are detached from it. The ' one hero' of the Little Iliad is somewhat less obvious; but a review of the chief incidents leaves no doubt that Ulysses holds that place. The poem begins with his victory over Ajax, which means that he is now acknowledged by the Greeks as their greatest warrior; and he is the chief actor, or at least the chief adviser, in most of the other affairs. His character (as in Homer) is that of the champion of stratagem and adventure; and as such he is contrasted with warriors of the type of Achilles and Ajax. With a hero of this stamp we should naturally assume that the poem was of a comparatively light and cheerful cast; and this impression is amply confirmed by the details, so far as they are known. These considerations are perhaps not sufficient to justify us in attributing it to Arctinus, especially as we have no direct statement that the details of the Kp'cr(t ~~rXXwov were given in the Aethiopis (p. 12). In any case the construction which it put upon the words vraiter Tpcohv &Icaoaav is more natural than that which makes them maidens overheard by Greek spies: and although the passage in the Odyssey may be an interpolation, it is probably of considerable antiquity. The version of the Little Iliad is very different in character; it is elaborate and fanciful, and at the same time wanting in epic dignity. Indeed it has very much the air of a burlesque of the older story.
The result of our examination is that the poems of Arctinus It is evident that this story was framed partly to satisfy curiosity as to the fate of the chief characters of the Odyssey, and partly to find a place for the genealogies of various families that claimed descent from Ulysses. The Thesprotian episode is clearly due to the latter of these motives.
The story of the cave of Trophonius is given by the scholiast on Aristophanes (Nub. 500). It is a variant of the Rhampsinitus story. The incident of the death of Ulysses at the hands of his son is equally familar from the story of Sohrab and Rustum. In these stories we have fresh instances of the kind of attraction by which a dominant group of legend, such as the Troica, draws in materials from other circles of popular mythology.
There is some uncertainty as to the manner in which the personages are disposed at the end of the poem. According to Eustathius (p. 1796, 47) the Telegonia made Telegonus the son of Calypso,-thus contradicting the Nosti (see the note on p. 36). The argument of Proclus only mentions Circe; but this may be in deference to the authority of the Nosti. In any case the general character of the closing scene is evident: and we cannot but regret that the curtain should be made to fall in this strange and burlesque fashion on the stage so long filled by Homeric gods and men. D. B. MONRO.
